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Dance-work: Images of Organization in Irish Dance 'Round the House and Mind the Dresser!'
"I am of Ireland; come dance with me in Ireland". With these words, Mary Robinson ended her Presidential inaugural address in 1990. In subsequent years Ireland underwent a period of accelerated economic, social and cultural transformation so dramatic and unprecedented that it earned the moniker 'Celtic Tiger'. This term describes dramatic changes in macro-economic data, but it also captures shifts in individual working lives and in the production and consumption of culture. As such, the Irish case provides an interesting and unique opportunity to explore the relationships between work, the economy and popular culture. Here, we confine our inquiry into the relationship with one aspect of popular culture, namely dance, focusing on the phenomenon of Riverdance which emerged contemporaneously with the Celtic Tiger. As we will see, both are deeply immersed in larger organizing discourses, historical narratives about national identity and civilizing attempts to control the body. 1 Throughout the 1990s Irish living standards rose dramatically to the point where the country is now, at least by some measures, one of the richest in the world. At the same time Ireland experienced major social and cultural change which in some ways have liberalised, cosmopolitanised and secularised Ireland: emigration was reversed which facilitated a 'new multiculturalism'; divorce and homosexuality were legalised, and the shift from rural to urban patterns of living accelerated. Ireland was effectively transformed from a pre-modern, peasant society to a postmodern, high-technology economy.
Accounts of Ireland's transformation (e.g. MacSharry and White, 2000) are usually rooted in a modernizationist or neo-classical economic paradigm that attributes the economic success to efficient markets, which have created high productivity and low costs, fuelled by a government that has re-imagined its role as primarily about ensuring that markets operate efficiently, rather than as a player in the market, buying and providing services for its citizens. This neo-liberal ideology is operationalizedin Ireland as elsewhere -in fiscal policy: reducing government expenditure and taxation (the top marginal rate of individual taxation dropped from 65% in the 1985 to 42% in 2006). 2 Other commentators emphasize the 'political' more than simply the 'economy' in Ireland's political economy (e.g. O'Donnell, 2000) highlighting the role of the state in facilitating the economic boom by securing social partnership agreements and global economic investment. What is notable about these dominant accounts is that they accord a minimal role to culture in the transformation of organized work, and instead construct it primarily as emerging in a causally out of the political economy.
Culture and Economy: A two-hand reel.
The Irish economic transformation of the 1990s was accompanied by equally radical changes to the Irish cultural landscape, popularly known as the 'Irish Cultural 4 Renaissance'. The decade produced a steady flow of international culture industry exports, in music, film, theatre, literature, and the arts. 3 Ireland won the Eurovision Song Contest five times during the 1990s, most notably in 1994 when Riverdance was first performed as an exuberant interval act, the same year that the term "Celtic Tiger" appeared in a report by economic consultants Morgan-Stanley.
What then is the relationship between the cultural renaissance and the economic transformation? Within Irish political and academic debate, culture is routinely posited as a direct product of the economic boom, whereby the liberalisation of internal markets and low tax policies changed values, beliefs and identity. In turn, these are reflected in artistic endeavours. This is the historical materialist thesis, shared by both Marxist and liberal political economists, whereby the economic base determines the cultural superstructure. Other arguments are more nuanced, such as that of FitzGerald (2000) who argues that the Celtic Tiger economic boom emerged out of a new self-confidence and a 'positive, outward-looking attitude that affects business, the educational system, and politics'. In this particular and uncharacteristic instance, FitzGerald, a senior economist with Ireland's Economic and Social Research Institute, usually the strongest proponent of the materialist-empiricist and economic determinist thesis, claims that cultural change "is probably the single most important fact underlying the current Irish economic renaissance" (FitzGerald, 2000: 55) . In this brief moment, perhaps inadvertently, the ESRI articulates a position analogous to the Hegelian idealist tradition, that history (or in this case the material reality of the 'economic miracle') is the materialisation of a broader, intangible but nonetheless real 'Spirit' or 'Geist'. A third position, more dialectical and more willing and capable of embracing the complexity and ambivalence of processes of modernization and notions of progress, a position characteristic of the communicative or reflexive turn in social theory, emphasises the multiplicity of interactions amongst the different domains of economy, society, politics and culture Sayer 1999, DuGay and Pryke, 2001 ). For instance, Kirby et al (2002) argue that the Celtic Tiger has been inextricably bound up with a cultural discourse prioritising individualism, entrepreneurship, mobility, flexibility, innovation, competitiveness both as personal attributes and as dominant cultural values, displacing earlier discourses prioritising national development, cultural identity, family, self-sacrifice, self-sufficiency and nationalism. In turn, this displacement can itself produce new critiques, dissentions, and subversions that are routinely articulated through art and the creative industries.
The conventional argument is that the economic 'base' determines cultural 'superstructure'. This is the historical materialist and realist/empiricist epistemology shared by both Marxism and classical and neo-liberalism. Our own research is informed by Weberian sociological interpretivism and is broadly in sympathy with the third, dialectical position. We approach historically particular social phenomena as representing a spirit that unites seemingly disparate and unrelated forms of actioneconomic and cultural -in terms of the affinities between them. Such phenomenadance in this instance -express the zeitgeist, the unifying 'spirit of the times.' Just as inner-worldly Protestant ascetic pietism and outer-worldy political-economic liberalism, instrumentalism and rationalized acquisitiveness find their affinities and harmonic convergence in forming the spirit of capitalism, we approach the seemingly unrelated realms of work and organization on the one hand and dance on the other to 6 draw out the affinities and correspondences between culture and economy in the spirit of Celtic Tiger Ireland. Following Weber, we seek to clarify "a complex of elements associated in historical reality which we unite into a conceptual whole from the standpoint of their cultural significance" ([1921] 1968, 47) . In other words the relationships between seemingly discrete and disparate social realms and forms of collective action are relations of affinity, or what Walter Benjamin calls 'correspondences' rather than causalities, and it is the analyst's task to draw out and interpret these correspondences so as to understand the practices of our society, to illuminate ideals, to critically appraise our practices in the light of ideals, and, where necessary, to try to reform them. And again with Weber and against the hegemonic economic determinists' accounts of the Celtic Tiger, we do not claim a totalizing monopoly on explanation and understanding. As Weber says of the object of his study: "it is by no means necessary to understand by the spirit of capitalism what it will come to mean to us for the purposes of our analysis. This is a necessary result of the nature of sociological concepts which attempt for their methodological purposes not to grasp historical reality in abstract general formulae, but in concrete genetic sets of relations which are inevitably of a specifically unique and individual character" (ibid, 48).
To highlight this perspective, we focus on a particular cultural phenomenon, namely
Riverdance, and explore how it corresponds with the economic and social transformations of our time. We chose Riverdance because it is a paradigmatic instance of the de-differentiation of 'culture' and 'economy', an example of the impoverishment of culture that critical theorists perceive in late capitalism, and, as postmodernists and liberals might have it, an illustration of the creativity that drives and is produced by the cultural economy (Ray and Sayer, 1999 Ireland. Looking at these three moments we will use Irish dance -and Riverdance in particular -as a dramatization of transformations of working relations, and thus as a lens through which we can take a bead on some problems in the social relations of work, organizations and management in the context of globalization.
The development of Irish dance that we will trace is characterized by a gradual and progressive 'refinement'; from the traditional community -where work and dance are organized as constituent elements of a unified whole; through a modern, rational, differentiation of the spheres of work and aesthetics -where the realms of 'work' and 'dance' are constituted as separate and even opposed activities that are re-combined and unified through state-approved 'invented tradition,' the organizing practices of modern national society; to the current, post-modern form represented by Riverdance wherein dance, which previously was confined to the world of leisure and popular recreation, becomes highly specialized professional work -workdance -organized as a simulacrum of 'Tradition'.
Dancing at Lughnasa: heteroclite idiom and organizational holism in

Irish traditional dance
We begin with 'Traditional' Ireland (i.e. prior to independence in 1922). In this section, we will see that dance is characterized by two essential features: on the one hand by a wide variety and diversity of styles, idiolects, influences and local English dances (Brennan, 1999 role in the development of the modern invented tradition of Irish dance.
But given this wide and deep range of influences, styles, and idiolects of Irish traditional dance, where is the point at which they converge -the point at which we can speak meaningfully of 'Traditional Irish dance' as a singular, unified organizational form? The point of unity is not to be found in an aesthetic principle internal to dance, of course, but in the structuring and organizing principles of the forms of the wider traditional community: a relatively undifferentiated division of labour and a strong and cohesive conscience collective. The structuring principle of pre-modern traditional community is that there is relatively little differentiation or division of labour. In the agrarian work of peasant subsistence, divisions of activity are made on the basis of seasonal (natural) calendars and religious criteria of sacred and profane, obligation and taboo. There are few occupational specializations, and by extension, there are few strong spatial-temporal boundaries between one type of activity and another; between, say, work from 9 and 5, and recreation in the evenings between 8 and 10; or between a certain group of people who are performers and others who are spectators. Instead, members of a traditional community are workers and dancers: the toil of work gives way to recreation, and those who work are active participants in dance and recreation rather than passive spectators. This is evident in the characteristic commercial institution of pre-modern community, namely the market or fair. The fair involves the exacting work of buying and selling, trade and negotiation; but equally, and intrinsically, the fair is about cultural recreationgaming, sport and competition, often involving violence ('donnybrook' entered the lexicon from fighting and brawling at Dublin's Donnybrook fair), drinking and carousing, courting and matchmaking, bawdry and carnivalesque license, and of course, centrally, music and dancing. Work and dance are not alien forms of action.
They find their unity in the holism of pre-modern community.
A classical formulation of this view of the holism of agrarian traditional community can be found in Marx's theory of 'species being' and the emergence of the characteristic form of alienation that is associated with the division of labour in the capitalist mode of production (Marx 1961: 1-9) . Relations of work and organization in a pre-capitalist pastoral idyll were such that the unalienated human being may live a fully rounded existence -a fisherman in the morning, a philosopher in the afternoon, and a dancer in the evening; a form of life that Marx contrasted to the modern one-dimensional specialist, whether a mere appendage to the machine in the case of the industrial proletariat, or the professional as 'autistic savant;' highly skilled, but in one narrow field only.
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These themes are illustrated in Brian Friel's (1990) That Ireland which we dreamed of would be the home of a people who valued material wealth only as a basis of right living; of a people who were satisfied with frugal comfort and devoted their leisure to the things of the spirit -a land whose countryside would be bright with cosy homesteads, whose fields and villages would be joyous with the sounds of industry, with the romping of sturdy children, the contests of athletic youths and the laughter of comely maidens, whose firesides would be forums for the wisdom of serene old age.
This aesthetic image of the ideal Irish character was also cultivated by the particular type of dancing that became socially sanctioned. The Gaelic League, founded in 1893 to promote Irish language and culture, actually banned set dancing because it was perceived as being of foreign origins (Breathnach, 1983 ), compared to céilí dances which were seen as authentically Gaelic. Set dancing, as performed at local crossroads and in homes, was also attacked by the Catholic Church up to the mid-20 For instance, Breathnach (1983) has argued that the dress codes of competitive step dancing display "an Irishness which eludes any association with a particular locality or period" (Breathnach, 1983: 49) . To O'Connor, these costumes connote an "abstract and anodyne Irishness which have the effect of hiding the body by attracting the eye to the interlaced Celtic motifs, Tara brooches, lace collars, and medals on the dancer's costumes" (O'Connor, 1998: 57) . In a sense the semiotics of this dance costume illustrate the way in which the Parochial Irish body was de-sexualised and deindividualised in order for it to be subsumed or incorporated into the nationalist cause;
for this form of dance was more regimented than in Traditional Ireland, but all forms of embodiment and agency were still under the scrutiny of the regulatory apparatus of the Catholic-nationalist state. As such, particular styles of dance both reflect and reproduce the social and cultural environments in which dance events occur (O'Connor, 1998: 53) .
The competitive dance dress code also had the effect of hiding and, in effect, desexualising the body in a way that was consistent with the repressive, puritanical and patriarchal Catholic ethos of the time. This was also central to the particular way in which reproduction was curtailed in Ireland in order to achieve a particular standard of living. As many commentators have noted, Ireland in the 19 th and early 20 th century had a unique demographic pattern, one of postponed marriages, high rates of fertility within marriage, high rates of celibacy and low rates of extramarital births.
According to Inglis (1998) 
Postmodern Global Ireland: Riverdance as workdance
We now move to discuss the third moment of our triptych, post-modern global Ireland, while being mindful that both traditional Ireland and modern parochial
Ireland are continually being re-cycled and re-formed. On the dance-floor, we focus on Riverdance, an iconic cultural product of the period. would be colourful. In this sense, Riverdance was a symbolic and exuberant rejection of Parochial Ireland: "we went back before competitive dancing; we took our cue from when dance was much more celebratory than when it had developed in the 20s and 30s" [MD] . Part of the symbolism of Riverdance Moya Doherty says [was] stripping away the embroidery of the competitive style of dance -both the embroidery of how the dance was approached and the embroidery of how they were dressed -and actually it was stripped way, way down to black, simple. But in another way it was built up in a sort of a much more elaborate theatrical fashion; it was almost like an S-shaped development; we went back to go forward to almost go back again
But for all of its success, Riverdance seems to have become unsustainable. There are spin-offs and knock offs of varying quality, but these are no more than variations on a theme. If Riverdance is a postmodern 'original', it seems that, unfortunately, the formula for originality is not transferable. This is true even, it seems, for the original Riverdance also seems to illustrate a shift towards a more liberated approach to the body, body-hugging materials, short skirts, and tight shirts designed to subtly sexualise the bodies of the dancers and subject them to the audience's gaze (O'Connor, 1998: 57) . Thus, what made Riverdance more than another creative product "was the way it liberated locked-up elements of Irish tradition, the way it became, quite self-consciously, a parable of the modernisation of Irish culture" (O'Toole, 2003b: 153) . For Brown (1998: 156) 2 Economic statistics mask the reality of a multinational corporation availing itself of Ireland's low corporate tax environment to post high 'profits' earned by 'buying' and 'selling' goods from and to its own corporate subsidiaries. Thus, high growth rate indicators mask a weak indigenous sector providing low-paid service jobs, a growing disparity between rich and poor, and the unwillingness of government to address social and economic inequities (O'Toole, 2003a) . It was hardly accurate to even speak of an Irish economy in the 1930s. Ireland never experienced the industrial revolution and, after centuries of colonialism, had been effectively turned into a 'granary' for the United Kingdom which accounted for 90% of exports at that time (MacSharry and White, 2000) .
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The title of a novel by Brinsley MacNamara (1918) depicting a typical Irish village where individuals are severely morally constrained by the normalizing gaze of their neighbours.
